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1 This study is a revised version of a research study published in Romanian, included in the book titled 
Articularea formei in creatia compozitorilor clujeni [Articulation of Form in the Works of the Cluj Composers], 
Editura Universitátii din Oradea, 2007. Both the structure of the information and that of the musical 
analyses of composer Vasile Herman's symphonies have been thematically re-adapted. The purpose of 
republishing these analyses is to give composer Vasile Herman's symphonic output greater visibility 
through the English translation. 
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ABSTRACT 


The second part of this study dealing with composer Vasile Herman’s five symphonies 
focuses on the analysis of his last three symphonies composed during the eighth decade of 
the 20% century: Symphony No. 3, "Metamorfoze-Doine" [Metamorphoses-Doinas] (1982), 
Symphony No. 4 (1984), and Symphony No. 5, "Omagiu cântecului” [Tribute to the Song] (1988), 
a symphony with choir and baritone soloist. Our analytical approach tries to highlight the 
role of sound architectures in the development of a personal language, in which the 
composer's approach to form became a hallmark of his style. The composer takes on the 
aesthetic task of expressing the most universal essences of the Romanian folk song in a 
contemporary language. Our analyses will also point out the implications and changes that 
the musical language elements - the tonal systems: modal, serial-dodecaphonic, serial-modal; 
modal, geometric harmony; complex polymorphic, heterophonic syntax; thematic- 
constructive rhythm - will impose on the structural dialectics of the symphonies. 

Keywords: Vasile Herman, contemporary symphony, 20-century Romanian music, the 
Transylvanian school of composition. 


1. Symphony No. 3, "Metamorfoze-Doine” [Metamorphoses-Doinas], 1982 

In the larger context of the composer’s oeuvre, Symphony No. 3 fulfils a 
compositional ideal resulting from the exploration of the expressive essences of the 
folk song in the context of a serial-modal language passed through the filter of a 
structuralist thinking. 

Cast in four movements, the symphony follows the structures of the 
traditional symphonic genre. Thus, the logic of the entire construction is based on the 
following architectural structure: the 1* movement, Adagio — introductory, in a free, 
polymorphic form; the 2"4 movement, Allegro moderato, with sonata-scherzo 
allusions, the 34 movement, a free, ternary form in slow motion, and the 
4th movement, Presto capriccioso, a monothematic rondo. 

The 1* movement, Adagio (mm. 1-57), is built on variations of some melodic 
entities derived from a specific manner of melodic construction of the folk song, thus 
giving meaning to the wide-ranging expressive palette of the doina and to the second 
subtitle of the symphony, “Doine” [Doinas]. The “metamorphoses” of the thematic 
material are also represented by the process of continuous variation, which also 
semanticizes the free form of the doina, resulting from the multiple “turmoils” and 
transformations that gave rise to the variants and types of the genre in the process of 
folk interpretation. 

Thus, in the melodic designs, we find: “broken”, chromatized melodic lines, 
with rhythmic contours reminiscent of the parlando-rubato, inverted chromatic 
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formula, subtonic cadences or the Phrygian cadence, recognizable despite the wide 
intervallic leaps of a seventh or ninth, which give the melody a dissonant quality. 
The four sections of this movement contain different methods of treating the 
constantly changing sound material: 
The 1st section (mm. 1-12) is based on a solo dialogue between the strings, 
which consecutively take over the continuously varied and heterophonically treated 
melody. 


Distanced inverted chromatic formula 


Distanced inverted chromatic formula 


Example 1. Vasile Herman, Symphony No. 3, “Metamorfoze- Doine”, mm. 1-2, strings. 


All the new melodic guises create articulations transposed to the 
immediately higher step compared to the previous exposure. In section 1 from note 
A and then B, and in section 2 from C. 

In Section 2, which starts from measure 13 (mm. 13-23), the strings play, in 
controlled heterophony, through ostinato isorhythmic formulas, different in each 
section, a melodic formulation of adjacent steps that displays internal symmetries. In 
the heterophonic counterpoint of the winds, the large intervallic leaps change the 
“wavy profile” created by the strings and the “verticalized” one of the trumpets. 

Thus, there are seven levels of discursive coherence, based on the same 
sound material, and different rhythmic structures: isomorphic heterophony in the 
strings, and polymorphic in the brass. 
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Example 2. Vasile Herman, Symphony No. 3, "Metamorfoze-Doine", 
mm. 13-14, strings, flute and trumpets. 


Section 3 is based on heterophony, which begins with a polyphony of attacks 
on the notes of the ongoing melody (motif), starting in fan-like manner from the note 
F#. The entire segment is mainly addressed to the wind sections, whose heterophonic 
moments alternate with those of the strings, as follows: 


Heterophony Heterophony Heterophony Heterophony 
(winds) (strings) (winds+strings) (winds) 
mm. 24-26 27-29 31; 32-34 35-38 


Table 1. Section 3 


Section 4 (mm. 40-57) starts from a melodic material conceived in the same 
manner as the parlando rubato in the style of a doina, played by the strings either 
heterophonically or in unison, which stop on pedals in measure 48, while the winds 
take over the dynamics of the sonic dramaturgy. 

The 2^4 movement, Allegro moderato, is, according to the composer, 
expressively dominated by the idea of a scherzo, but formally constructed to the 
sonata pattern. The alert tempo, as well as the ostinato motion of the sonic ground, 
the importance given to the rhythmic element, to percussion, the short, sparkling 
dialogues between the orchestra's compartments, the frequent moments of climax 
and resolution, create an artistic image in which the dancing paradigm is present to 
complete the idea of folk inspiration. 

Formally, the 2"4 movement can be divided into 4 sections corresponding to 
the exposition, development and recapitulation, in which the first two are sectors 
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destined for the first and second theme, respectively. The first and second theme 
sectors include sound events based on the variation principle, dialogue between 
sections, rhythmic-melodic ostinato and heterophonic procedures. 

Thus, the expository character is lost, each sector going through its own 
transformational process, in a continuous development and metamorphosis of the 
musical motifs. 

The pseudo-exposition appears as a sequence of sound events as follows: 


Theme 1 sector Theme 2 sector Development sector of theme 2 
Ostinato heterophonic Massive chromatic Heterophony; stretto imitations, 
strings + dialogues heterophony + ascending line textures 

Winds- strings+winds Strings climax Strings+winds Strings+winds 

heteroph. 

58------- 67 68-----79 80----------- 83 84-----92 93------------------------------- 104 


Table 2. Exposition 


The development (mm. 56-126), using the same transformational techniques 
and exploiting motifs from the two thematic sectors, reaches the culminating point 
of the expressive devices before the recapitulation, combining the qualities of the 
rhythmic-melodic ostinato of the strings with a spectacular evolution of the solo 
timpani, gong and tam-tam (mm. 118-122). 

The recapitulation (mm. 127-164) is a synthesis that gathers elements from 
all sectors of the movement and develops the same type of ostinato and dialogues 
between the sections of the orchestra in a sum of the previously used expressive 
devices. 

The 314 movement, Lento cantabile, is an A B Av tristrophic form, with less 
clearly delimited articulations. 

Section A (mm. 165-199) is built on the idea of a cantilena in doina style 
performed in heterophonic polyphony. The constantly metamorphosed and 
renewed melodic lines are concatenated and treated heterophonically either by a 
specific section or in various timbral combinations. The ornamental-melismatic style, 
based on the chromatic exploitation of the continuously varied melodic formulations, 
is one of the characteristics of this movement, while the use of the slow vibrato 
glissandos creates a mournful, lamenting tone. 


Example 3. Vasile Herman, Symphony No. 3, "Metamorfoze-Doine", mm. 185-186, 2"4 violin 
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Section B is a developmental heterophonic tutti (mm. 200-204), followed by 
a cantilena in the cellos (mm. 205-210) and by short moments of dialogue between 
the flute and the clarinet over the discrete pedals of the strings (mm. 211-217). These 
sound events are highly condensed compared to the proportions of the first section, 
formal asymmetry being in fact one of the composer's stylistic hallmarks. 

Section Av (mm. 218-232) is an abbreviated recapitulation. The reprise of the 
heterophonic cantilena dissipates, rarefies, and fades out gradually in a pedal in tutti. 

The 4* movement, Presto capriccioso, is a monothematic Rondo, 
AB Avi C Av? in which the composer, with humour and verve, entrusts a Toccata 
passage to the strings, with the motoric repetitions specific to the genre. 

Strophe A (mm. 233-268) is an ample motoric rhythmic structure in which 
the sound planes contain complementary ostinato isorhythmic formulas, creating a 
continuous pulsating flow, based on the series of four sixteenth notes. 
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Example 4. Vasile Herman, Symphony No. 3, "Metamorfoze-Doine", 
mm. 238-239, strings and percussion. 


Strophe B (mm. 269-289) is a first episode, dominated by the same motoric 
motion, this time played heterophonically by the winds and in ternary triplet 
pulsation. Beginning with measure 179, the rhythmic texture simplifies, and the 
composer builds a quasi-choral with a parodic-dancing character in the trumpet 
section, over an ostinato sound. 
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Example 5. Vasile Herman, Symphony No. 3, "Metamorfoze-Doine", mm. 281-284, trumpets 


The first recapitulation Avi (mm. 290-295) is very short, as it merely recalls 
the thematic character and prepares the second episode, C. This second episode 
contrasts with the refrain through the lamenting character of the first section 
(mm. 296-299), dedicated to the solo trumpet, which plays a very simple cantilena 
sprinkled with glissandos, inverted chromatic formulas and recitative melodic lines 
accompanied by ison-pedals in the strings in slow vibrato. The expressive effect is 
overwhelmingly strong, the composer creating here an artistic image of great 
plasticity. 


Example 6. Vasile Herman, Symphony No. 3, "Metamorfoze-Doine", 
mm. 296-300, solo trumpet (lament) 


An Andante Tutti (mm. 301-307) marks the culmination of the movement in 
terms of dynamics, heterophonic density and complexity of the writing. The third 
sound event of episode C (mm. 308-316) has the character of a retransition, attributed 
exclusively to the percussion, which prepares the commencement of the final 
recapitulation in Presto. 

The final recapitulation (mm. 317-351) has the extent of the expository 
section of the thematic material, brings back its Toccata character and writing style 
and ends with a stormy Coda (mm. 338-351). In the Coda, the string sections confront 
those of the winds, and it all culminates in the “final clash” in tutti. The composer 
thus creates an impressive, monumental artistic image. 

Symphony No. 3 is an example of virtuosic symphonic writing, representing 
at the same time a synthetic view, a crystallization of the means of expression used 
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to create a contemporary “monumental fresco”, as a tribute to the anonymous folk 
creator. 


2. Vasile Herman, Symphony No. 4, 1984 

In this work, the composer returns to earlier tendencies of organization of 
the overall symphonic dramaturgy. The symphony is in five movements, involving 
a succession of various forms that create a free dissociated macro form, based on the 
principle of cyclicity. 

The composer employs a modal-chromatic language built on a melodism of 
an archaic character, consisting of small, "broken" intervallic motions 
(predominantly the inverted chromatic formula), melismatic contours intertwined 
with recto-tono recitative moments. The complex rhythm suggests the parlando- 
rubato of folk origin, along with isorhythmic ostinatos in various combinations and 
stratifications or ison pedal points. The harmonic plane is based on cluster-like 
verticalizations and/or harmonic structures created from the sounds of the melody, 
while the heterophonic syntax derives from the fragmentation of the melody and its 
placement on “tiers” or layers of complex rhythmic combinations, or, on the contrary, 
very simple ones, repeated ostinato. 

The polyphony of attacks in concave or convex dispersion, the polyphony of 
heterophonies (different overlapping melodic-rhythmic lines), the improvisatory 
solos or the unison as an effect of the soloistic vocality, are other means of expression 
from the symphonic arsenal that characterize the composer’s personal style, 
extracted from Romanian folk essences. 

The 1* movement is a “Quasi lamento" in Adagio, with an introductory 
function. Formally, it is in four parts, comprising 5 segments: A Avı B Av Coda. 

The basic melodic material of strophe A (mm. 1-62) consists of sigh-cells 
whose expressive function is associated with a lamento, connected by glissandos that 
increase their expressive force. C£ is the pedal point that accompanies the melodic 
line consisting of inverted chromatic cells derived from the major-minor play typical 
of folk melodies and which gradually expands over the 7 notes of the chromatic scale. 
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Example 7. Vasile Herman, Symphony No. 4, 1* movement, violin 1+ strings, mm. 4-7. 


In the second strophe, Avi, measures 9-23 are a variational “peroration” on 
the musical material from A, played by the winds and built over a sonic background 
in unison on C£ (in the strings). In measure 11, the pedal point is transposed to 
another scale degree, B, then diversifies in measure 13 by accumulating other notes 
(A, Bb, C, D). 

Starting from the incipit on A, the third strophe, B (mm. 24-43) superimposes 
several melodic-rhythmic lines treated heterophonically: the first one played by the 
flutes, the second one by the horns and trumpets, the third one by the strings. Here 
too, the technique of layering melodies in different rhythms on each level, but 
repeated ostinato and producing a specific heterophony, along with the symmetry in 
the rhythmic and intervallic construction of these melodic projections, are 
characteristic features of the composer's style. 


Example 8. Vasile Herman, Symphony No. 4, 1* movement, mm. 34-36, 
strings, internal symmetries of the melody on each level. 


The recapitulation Av (mm. 43-50) lacks the segments following the 
statement of the first musical idea, leaving room for a synthetic coda in measures 
51-62, which represents the end of the movement. 

The 274 movement, Allegro deciso (mm. 63-189), is conceived as a “variation- 
sonata, with alternating moments of calmness embodied in the choral writing and 
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melodic lines derived from the initial cantabile motif of the first movement, or 
restlessness, turmoil and fervour, rendered through prominent and slender 
rhythms.”? 

The two themes of this sonata, pervaded by a dramatic atmosphere that also 
includes dancing elements in Tarantella style, reflect the contrasting character of the 
dramaturgy of the traditional sonata: vigorous-lyrical. 

The expansive first theme section (mm. 63-79) presents a first melodic- 
rhythmic segment with a "rough" contour consisting of large intervallic leaps 
alternating with ostinato pedal points or with theme Av of the first movement (in the 
winds, which appears cyclically, see mm. 71). The other segments alternate a 
variational dialogue of this first theme in the winds and strings. 


-Y-3-3—7371— 173 4 


SST 


Theme 2 (mm. 80-88), characterized by a heterophonic texture, is based on 
an ethos that tends towards an increasingly dramatic lyricism, culminating with the 
epilogue or conclusion of the exposition (mm. 89-99). This epilogue provides a 
chordal-homophonic synthesis in choral style in the horns and trumpets, over an 
ostinato pedal in the strings. The soloist element is also present in the conclusion of 
this form segment, taken up in stretto, progressively, by the flute-oboe-clarinet and 
then by the cello and double bass (mm. 94-98). 

The development (mm. 100-145) initially focuses on the first theme 
(mm. 100-111), including the soloist element from the conclusion of the exposition, 
whereas in the second stage, at rehearsal mark 10, Espressivo, the heterophonic 
texture is reminiscent of theme B. The third stage includes a solo percussion moment 
of great dramatic effect (mm. 127-131), while in the fourth stage the brass choral 
(from the epilogue of the exposition) appears, this time over an ostinato maintained 
by the harp (mm. 132-138). The fifth and last stage is characterized by a close 


2 Casiu Barbu, „Vasile Herman - Simfonia a IV-a” [Vasile Herman - Symphony No. 4], in Steaua, No. 10, 
1985, p. 61 (our translation). 
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heterophonic texture involving all the winds over cluster pedals in the piano and 
strings. 

The recapitulation (mm. 146-169) brings back the sector of the two themes, 
highly varied melodically, while the rhythmic contours, writing style and incipits 
recall the initial thematic elements. Thus, the first theme brings back only the first 
five notes in retrograde, starting from the fifth one, then it is very varied, preserving, 
however, the rhythmic physiognomies, albeit in other intervallic configurations. 


“fp riarum 
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Theme 1 in the exposition, mm. 65-66 Theme 1 in recapitulation, mm. 146-148 


Example 10. Vasile Herman, Symphony No. 4, 27? movement 


The sector of the second theme of the recapitulation preserves only the first 
three notes of the initial physiognomy, also in retrograde, along with the same 
rhythm and heterophonic writing. 

The Coda (mm. 170-189) takes over the elements of the epilogue of the 
exposition, leading the sonata towards the tensional climax of the movement. 

The 34 movement, Adagio, un poco rubato (mm. 190-247), which is the slow 
movement of the work, is constructed in free chain form. The form consists of the 
chaining of 10 new musical ideas or derived from the existing ones, through 
variation. It is permeated by a folk ethos steeped in the long song or doina. 

The unison or the soloist sections play an important role, emphasizing the 
monody of the vocal folk song, as well as the stylistic characteristics of the melodic 
lines. Despite the preponderance of these rhapsodic sounds, there are also sporadic 
moments of clusters and pedal sounds or moments of solo percussion. These 
elements create a special expressive effect, verging on the unreal or surreal, a 
distorted, “cubist” perspective transfigured into tragic sonorities. The doina-like 
melodic trajectories are of great colouristic refinement, carrying neo-Enescian 
suggestions. 

The solo segments alternating with dense, tutti, heterophonic ones, or with 
homophonic, monodic, rarefied ones, create varied areas of expressiveness through 
forms of manifestation of a constantly changing heteromorphism: 
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Articulation I II-b III-c IV-d V-e 
Strings Tutti Solo flute Strings * perc. | Tutti-cluster ostin.* ped. 
Quasi-monody | heterophony | monody heterophony Solo-trumpet 
Rhapsodic- Thematic Parlando- | Six rhythmic | Cb. solo 
doina style material from | rubato levels 

mvt.1 
190-197 198-202 203-207 208-211 212-217 
VI-£ VII-g VIII-h IX-i Xj + codetta 
Strings- solo-piano | violas, vlc, cb Tutti-homoph. | Solo-v.1 + tutti 
woodwinds ostinato 
Homoph. Celesta- Heterophony, A | Culmination Monod.+ homoph. 
heterophony | vibraphone 
218-223 224-226 226-232 233-236 237-243; 244-247 


Table 3. 34? movement (form) 


The 4* movement, Libero-Grazioso alla danza (mm. 251-298), is a quasi-slow 
dance whose expressive qualities take on an ironic character (an “ironic hora’). The 
composer confesses‘ that this movement contains a bitter irony to the situation we 
all found ourselves in during the most cruel years of communist oppression, largely 
reflecting a grotesque dance of the party leaders, in contrast to the lamentable 
condition of the others. The articulation of the form is reminiscent of an atypical 
rondo (or a tri-pentastrophic form) in which the contrasting characters of the hora- 
dance and of the heterophonic lament alternate: 


A dance - B quasi lamento — Av: dance - B» lamento — Av dance 


Preceded by a brief slow introduction, Libero, in the percussion, the theme of 
the refrain-hora (mm. 250-258) unfolds in an ostinato ternary pulsation, creating an 
ironic/parodic effect. The character of the theme is reminiscent of a gipsy folk song 
(cântec lăutăresc) through the accompanying rhythm of the percussion, with the harp 
suggesting the cobza and the strings imitating the cimbalom, over which the oboe 
intones a parodically "distorted" melody marked by wide intervals, with a 
chromatically “transfigured” contour. 


3 Casiu Barbu, op. cit., p. 61. 
^ Conversation with the composer, May 2007. 
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Example 11. Vasile Herman, Symphony No. 4, 4^ movement, 
mm. 251-256, strings, percussion and oboe. 


The relatively short episodic articulations B (mm. 263-268) and 
By (mm. 275-286) bring the idea of a lamento through the physiognomy of the melody 
treated heterophonically on the five levels of the strings section, with brief 
heterophonic contrapuntal interventions by the winds in the second episode. 

The middle recapitulation of the form (mm. 269-274) is based exclusively on 
the timbral colour of the brass, percussion, harp and piano. The solo trumpet takes 
on the soloist role, accompanied by the second trumpet, which thus amplifies the 
parodic effect. The final recapitulation (mm. 287-298) is based on a cumulation of all 
the timbres into a dense, albeit colouristically extremely effective texture that 
gradually ratchets up the tension, creating an impressive final effect. 

The 5* movement, Allegro ma non tropo (mm. 299-439), summarizes the entire 
dramatic development of the Symphony into an architecture that combines two 
models consecrated by tradition: the sonata and the passacaglia. 

The two forms are based on the principle of variation and continuous 
development, with the sonata having developmental sections in the expository or 
recapitulatory sector of the recapitulation, and the passacaglia taking shape in the 
constantly varied appearance of the theme (which is also the first theme of the sonata) 
throughout the entire musical dramaturgy. 

This extensive Finale begins with an introduction (mm. 299-304) in which the 
brass (trumpet-trombone) present a theme imbued with a folk-modal "flavour", 
which will constitute the model for the Passacaglia theme (mm. 305-311), serving 
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simultaneously as the first theme of the sonata (counterpointed with a related 
melodic line, extrapolated through intervallic variation and inversion). 


Example 12. Vasile Herman, Symphony No. 4, 5° movement, mm. 301-304, 
introduction theme in the trumpet in C and trombone 
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Example 13. Vasile Herman, Symphony No. 4, 5* movement, mm. 305-306, 
Passacaglia theme in the cello and double bass 


The first theme sector has an expository character and is followed by a 
developmental sector (mm. 312-325) containing a heterophonic treatment of a 
melodic material related to the middle recapitulation of the 3 movement (solo 
trumpet). 

The entire form consists of developmental sectors based on themes derived 
from the continuous transformational process of the melodic-rhythmic profiles, in 
various forms and metamorphoses of the texture, among which heterophonic texture 
dominates, alternating with homophonic or soloistic texture (see the solo percussion 
in mm. 352-359, over which a brass choral is superimposed in the 4^ development, 
playing the theme of the introduction). 

The development sections consist of sound masses in which the 
heterophonic texture is so dense that the perception of the detail is blurred. However, 
the composer creates moments of extreme tension, producing a monumental effect. 

The table below provides an overview of the main events of this synthetic 


form: 
Introd. A Exposition Development I (bridge) | Development II 
Trp. +solo tbn. | theme 1, A1 middle ep. (heterophony) | Theme2- B 
Passacaglia theme | Passacaglia var. I | Theme 1 of mvt. 4 Passacaglia var. II, vlc-cb 
mm. 299-304 305-312 312-325 326-340 
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Treatment: Development III | Episode Development IV episode 
Synthesis themes Av and Bv solo percussion + | winds strings unison | Tutti 

Av, trp + trb; By — strings choral on A (trp.) | heteroph. texture Heterophony 
(heterophony) 

Pass. Var. III-IVi. o.5.-V Pass. Var. VI Pass. Var. VII-VIIIr$ trb | Pass. var. IX trb 
340-351 352-359 360-----366-----370-378 | 378-384 
Recapitulation Recapitulation Synthetic coda | Concluding 
Theme1A Theme 2 development 
A-cb*A1(heteroph)-winds Strings - heterophony+ Themes A+Ai+B Final evolution 
stringstAr-vcl+Ai -v2 Developmental evolution 

Passacaglia var. X 

385-404 404-415 416 439 


Table 4. The 5* movement, Sonata + Passacaglia 


As we can see from the synoptic view of this movement, the passacaglia 
theme A is present in almost all the articulations of the form, as one of the levels of 
continuous development of the sound material. Thus, a number of 11 occurrences 
can be identified (+ the one in the Coda). We have marked with A1 the first theme of 
the sonata, which actually counterpoints the passacaglia theme both in the exposition 
and in the recapitulation, and with B the second theme, usually treated 
heterophonically. Being in a continuous transformational evolution, whether 
developmental or variational in nature, this movement summarizes the composer's 
efforts to render the most comprehensive expression of the dramaturgical evolution 
of the symphony. 

Symphony No. 4 represents one of the most elaborate works of the composer's 
creative output, both in terms of mastery of the writing style and syntheses and of 
semantic and message transparency. The composer delves deeply into the universe 
of meanings and potentialities of certain thematic materials, shaping and morphing 
them according to his expressive intentions with remarkable control and mastery of 
his compositional craft, giving meaning and depth to the symphony's dramaturgy. 


3. Vasile Herman, Symphony No. 5, "Omagiu cántecului" [A Tribute to the 
Song], 1988 

Completed on April 20, 1988, Symphony No. 5 represents "a synthetic 
corollary of a lifetime's work, dedicated mostly to creation"7. The monumentality of 
the work, the massive orchestration, and, especially, the integration of the voice in 


5 Inverted and varied. 

6 In retrograde. 

7 Dora Cojocaru, “Simfonia a V-a de Vasile Herman” [Symphony No. 5 by Vasile Herman], in Muzica, 
No. 4, 1996, p. 7 (our translation). 
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the instrumental texture, bring it closer to the vocal-symphonic genre. It is a tribute 
to the song, in which the original timbral source is highlighted by the 274 movement 
for choir and orchestra, Codrule frunză rotundă [Forest with round leaves], by the 
4th movement for soloist and orchestra, De-ar fi dorul ca vântul [If longing were like 
the wind], and by the 5^ movement for soloist, choir and orchestra, Cine-a stárnit 
horile [Who started the horas]. The lyrics are selected from the collection of folk poems 
compiled by Lucian Blaga. 

In the above-quoted study, musicologist Dora Cojocaru, noticing the perfect 
harmony between the lyrics and music, rightfully wonders whether the lyrics were 
the pretext for the music or they were chosen to "emphasize the feeling already 
embedded in a pre-existing sonic universe". In fact, it was a fortunate encounter 
between them both, in the feverish pursuit to give artistic meaning and expression 
to the inner turmoil of the composer's ^musical soul". 

The dynamics of the sound events are underpinned by architectures that 
seem to be determined by the continuous transformational process of the melodic- 
rhythmic profiles, the timbral combinations and their alternations, and the overall 
musical progression. 

Thus, the 1* movement, Adagio, serves as an introduction to the sonic 
universe of the Symphony. The six architectural sections represent a chain form, 
ABCDEF, with each form section bearing the imprint of a particular melodic 
contour, of a type of writing or of an instrumental section that is given prominence. 

Section A (mm. 1-16, pp. 1-5) opens with a solo clarinet that synthesizes the 
modal-chromatic type of melodic line, treated heterophonically, which characterizes 
all the melodic routes of the symphony. The snatches of melody, played by the 
winds, then by the strings or percussion, represent generative nuclei of the work's 
themes. 

The sound paradigms have the following structures: 

- in a first soloistic formulation we distinguish contours of a highly 
chromatized archaic folk song unfolding over a wide register, marked 
with a for the purpose of our analysis ; 

- a melody, marked with b, stemming from an alternation of seconds and 
thirds and confined to a very narrow register, in which chromaticism 
dominates; 

- and a melody with an ascending or descending contour, derived from 
the juxtaposition of several tetra-pentachordal structures, also of modal- 
chromatic essence, marked with c. 


8 Dora Cojocaru, op. cit., p. 8 (our translation). 
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Example 16. V. Herman, Symphony No. 5, 1* movement, m. 10, vla, vcl, cb, motif c. 


The second section, B (mm. 17-39, pp. 6-13) is characterized by the use of 
massive heterophony, played alternately by the orchestra sections: 


Trb,strings | Trp, strings | Woodwinds, Perc, woodwinds, Brass, timpani 
brass strings 
mm. 17-21 22-24 25-29 30-34 35-39 


Table 5. Section B 


The third section, C (mm. 40-47, pp. 13-16), brings out the orchestral colours 
of the percussion and strings, which produce several effects resulting from the 
modes of attack: pizzicato and glisssando, harmonic pedals, and also features a stretto 
in the strings, based on scalar melodic cells of type c, creating a quasi-culmination 
that is resolved in the next segment of the form. 

Andante, D (mm. 48-82, pp. 16-28) is a form segment in which the composer 
alternates moments of sparsely textured dialogue between woodwinds and brass, 
strings and percussion, and the dense heterophonic texture encompassing all the 
winds and strings, especially on a broken melodic line of type b, rearranged by 
connecting cells processed in varied, inverted and retrograde form, by adding or 
omitting notes etc. 
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The fifth section, E (mm. 83-92, pp. 28-31), brings back the heterophonic 
texture of the strings on melodic formulas of type b, which is produced through 
stretto entries by the violins, and through triplet and quintuplet rhythmic formulas 
by the violas and cellos. 


Example 17. V. Herman, Symphony No. 5, 1* movement, mm. 83-85, 
heterophony in the strings 


The last section of the movement, F (mm. 93-99, pp. 31-32), is a short 
epilogue played by the solo clarinet, which acts as a quasi-recapitulation of this first 
movement of the symphony. 

The 2*4 movement, subtitled Codrule frunză rotunda, Animato ma non tropo 
[Forest with round leaves, Animato ma non tropo], is in a free form in which purely 
orchestral moments alternate with choral-orchestral ones. The lyrics and the voice 
have a well-defined semantic role in this movement, which is, as the composer 
states, an invocation to nature: in a first section of the form short instrumental 
interventions alternate with choral ones (mm. 100-158), containing the following 
verses: Codrule frunză rotunda / Pleacd-ti frunza de-mi fa umbră / Nu mi-o fă unde mi-e 
heac / Ci mi-o fa unde mi-e drag / Nu mi-o face sub razor / Ci mi-o fa unde mi-e dor. 

The plasticity of the artistic images is achieved through musical symbols 
that evoke a balladesque atmosphere: pedal point in the horns at the beginning of 
the movement, wide intervallic leaps suggesting the cry, heterophony on stylized 
melodic contours originating in the long song, echo-like repetition of the last verse, 
alternation between unison-heterophony and homophony of the choral-orchestral 
sections, instrumental commentary. 
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fuma tetun- 


Example 18. V. Herman, Symphony No. 5, 2"4 movement, choir, mm. 115-120 


The second section (mm. 158-206, pp. 52-68), begins with an extended 
orchestral articulation in which heterophony gradually becomes thinner, leaving 
room for the effects of the percussion and then of the orchestra to create increasingly 
abstract and weird sonorities, meant to enhance the meaning of the subsequent 
verses. 

The supernatural world of the forest sounds that the composer tries to 
penetrate after the invocation is masterfully achieved through the timbral colours 
obtained from: tromollo doppio ponticello on sharp sounds, pizzicato and glissando in 
the strings, frulatto with no sound emission in the winds, clusters in the harp, then 
in the choir and in parlato, glissando with tremolo, mormorando, parlando ad libitum in 
the choir: Codrul vuie a pustiu / Si eu glasul nu i-l ştiu. [The forest roars despondently / 
And I do not know its voice]. 

The third section (mm. 207-244, the end) contains descriptive-naturalistic 
elements that give colour and meaning to the verses: Dar si apa-mi pare rece / Eu 
o-ntreb si dánsa trece [But the water seems cold too / I ask it and it flows on], evoked 
by the sound of the harp and the arpeggiated figurations suggesting the slow, 
implacable flow of water, like that of destiny. This provides the background over 
which the choir monodically intones the opening idea of the invocation to nature, 
thus constituting the quasi-recapitulation of the form. 


deer p 


= lia mi pave re. ce — À 
: = Sn Se eS e e a 
Example 19. V. Herman, Symp N No. 5, 274 movement, mm. 208-210, 
harp, percussion, choir 


Musicology Papers, XXXVI/2, 2021 
51 


Mirela Mercean-Tárc 
Architectural Elements in Composer Vasile Herman's Symphonic Works (II) 


The second musical-poetic image is built on the lines: lar cei nori, cei călători / 
Ma imbraca-n umbră deasă / $i de mine nu le pasă. [And the clouds, the travelling ones 
/ Wrap me in their thick shade / Caring nothing of me.] 

This final and more extensive articulation of the form (mm. 211-244) is 
represented by a heterophonic texture that gradually grows thinner and ends with 
an echo effect attributed to the choir, which intones homophonically the generative 
chord of the movement, while the sound dissipates into murmurs, whispers, clusters 
and slow glissandos, creating an impressive, eerie effect. 


== SS SS ue 


nu [Ke 


The generative 
chord of the 
movement 


me de pa~ $a 


Example 20. V. Herman, Symphony No. 5, 2^4 movement, mm. 230- 2317 choir 


Despite the heterogeneity of the choral and instrumental soloistic moments 
that follow the poetic text, the form incorporates three segments between the 
orchestra-choir sections (quasi antiphony): A B Av. 

The 34 movement, Allegro, is a monumental free sonata form written 
exclusively for the orchestral ensemble. 

The exposition contains two contrasting themes: a first, "heroic" one, 
consisting of melodic turns ^with asymmetrical arches based on minor ninth and 
major seventh intervals"?, identified in the first movement as melodic profiles of 
type a, and a second theme whose melodic contour is related to type b, consisting of 
gradual, chromatized progression treated heterophonically on five different 
isorhythmic levels, but which creates an ingenious heterophonic texture, used 
throughout the composer's entire symphonic work. 


? Dora Cojocaru, op. cit., p. 11 (our translation). 
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3 : v. 


Example 22. V. Herman, Symphony No. 5, 37 movement, theme 2, mm. 268-271 


The two themes constitute very extensive thematic sectors, where theme 1 
(mm. 245-267) and theme 2 (mm. 268-297) contain sound events that are diversified 
in terms of expression. The thematic chord that Dora Cojocaru describes as the 
culminating point of the agglomeration of timbral planes in the first theme sector!? 


10 Idem, p. 12. 
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is one of the elements the development of the sonata is based on, along with thematic 
fragments, the exploitation of the percussion timbres and of the homophonic, 
heterophonic and monodic syntaxes. The very short development compared to the 
thematic segments of the form (mm. 297-309) has the role of building the climax of 
the movement, in which the configuration of this chord into a cluster of paroxysmal 


effect has a major role. 
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Example 23. V. Herman, Symphony No. 5, 3'* movement, mm. 308-309, full orchestra 
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The recapitulation (mm. 311-328) is intensely dynamized through structural 
and rhythmic-melodic variations of the two themes and of the new orchestral guises. 
The coda (mm. 329-355) is, in the Beethovenian tradition, a second development, this 
time a concluding one, based mainly on the first theme. 

The 4 movement, Andante rubato, mm. 356-492, is the slow movement of 
the symphony, imbued with a lyricism specific to the sung solo voice, to the 
accompanied monody and, implicitly, to the melody, which dominates all the 
sectors of expressivity. The movement begins with sigh-cells (sospiro), which are 
expressive stylemes of the composer's symphonic work, based on minimal melodic 
motions that include the minor second and the symmetrical progression, which are 
features borrowed from the archetypal organization of the folk song. 


: rs i i ^ Az 7 7 
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Example 24. V. Herman, Symphony No. 5, 4^ movement, mm. 358-361, fl, ob, cl 


“The vocal soloist's line is arch-shaped, based on a perpetual cellular 
variation through specific modal turns in which the generative intervals of seconds, 
thirds and augmented fourth are again present."!! Along with these elements, the 
above-mentioned researcher also remarks on the continuous rhythmic variation of 
the solo melody (derived from the long song), to which we would also add the 
specific flourishes or the form that repeats the previous verse, like a hum. The 
instrumental accompaniment is diversified through static or rhythmicized pedal 
points, counterpoints with brief solo instrumental moments, heterophonic blocks of 
various densities, and the existence of “magic sound squares”’? based on the use of 
the same notes both horizontally and vertically. 


1 Dora Cojocaru, op. cit. p. 13 (our translation). 
12 Idem. 
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Example 25. V. Herman, Symphony No. 5, 4^ movement, mm. 441-443, strings, hp, hn, fl 


The sonic architecture is in mosaic form, based on the alternation of solo 
moments and instrumental ones (quite rare), thus providing an expressive 
“commentary” on the musical-poetic meaning: an instrumental introduction and 
De-ar fi dorul ca vântul / s-ar aprinde pământul [If longing were like the wind / the earth 
would catch on fire] forming segment I (mm. 357-375); an instrumental interlude 
(mm. 376-382) and Cine are dor pe lume / Stie luna când apune, [He who has a longing 
in the world / Knows when the moon sets], segment II, instrumental (mm. 391-398) 
and Cine are dor sub soare / Stie luna când răsare [He who has a longing under the sun 
/ Knows when the moon rises], segment III, instrumental interlude (mm. 402-405) 
and Ca si muntele că-i munte / Si-naí are doruri multe/ Cu luna si cu ceata/ Cu iarba si cu 
frunzal Si cu mierla sdraca, [That the mountain is a mountain / And still has many 
longings / With the moon and the fog / With the grass and the leaf / And with the 
poor blackbird], segment IV, instrumental interlude (mm. 417-441) and soloist- 
orchestra, Suflă vântul nu inceata/ Dorul dor, nu mi se gată/ Și pe lund si pe nor/ Eu citesc 
numai tot dor [The wind doesn't stop blowing/ My longing is still the same / And on 
the moon and on the cloud/ All I read is longing], segment V. 

The 5* movement, Maestoso, subtitled Cine-a stárnit horile [Who started the 
horas], is an ample synthesis of the expressive, structural and writing devices, 
combining the sounds of the orchestra, choir and soloist in an impressive fresco of 
Romanian (but also universal) cultural patterns represented by dance and song. The 
contrast between the dancing character of the opening musical idea intoned by the 
orchestra in ostinato, choir, and the second idea, marked by the interventions of the 
vocal soloist, induces the idea of the existence of a sonata form, but as the 
recapitulation lacks the second theme, the form can be interpreted differently. 
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Example 26. V. Herman, Symphony No. 5, 5 movement, theme 1, Cine-a stârnit horile / Aiba 
ochi ca florile /Si fata ca zorile [May he who started the horas / Have eyes like the flowers / And 
a face like the dawn], choir, dancing Allegro, mm. 499-506, soprano, alto 


BP a: cri "T a. 
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Example 27. V. Herman, Symphony No. 5, 5'^ movement, theme 2, baritone, Eu de nu mi-as sti 
hori / De dor mare m-ag topi [If I couldn't dance the hora / I would die of stinging longing], Meno 
mosso, lyrical character, mm. 528-534. 


In the aforementioned analysis, Dora Cojocaru discovers polysemic 
possibilities of the form. Thus, this movement features an intertwining of: a sonata 
form with a missing 274 theme in the recapitulation, with an A B A tristrophic form, 
but also with a form with variations, due to the varied recapitulation, with 
interspersed middle episodes as follows: 


Strophe I Strophe II Strophe III 

Introd. A Avi B C D E F Av2 Av3 Av4 

Ti T2 + development Ti 

Exposition Development Recapitulation 

Theme Var.1 Episodes Var. | Var.3 | Var.4 
2 

Women's | Orch | Mixed solo choir | spoken | solo Choir, Choir, orch. 

choir choir choir orch. 

493- 499- 507- | 527- | 543- 570- | 577- 598- | 615- 625- 

198 506 526 542 569 576 596 614 624 637 


Table 6. Form of the 5^ movement 


Aa represents the coda of the entire movement, but also of the Symphony in 
its entirety. 
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Symphony No. 5 stands as a true tribute to the song, marked by a melodism 
of a folk-archaic essence that encompasses the ideas of the sound dramaturgy, 
expressed in a contemporary language that relies on three constituent elements: 
serialism, diatonic and chromatic modalism related to the folk intonations, and 
expressive elements reflecting the composer's personality. Rhythm and meter also 
oscillate between characteristic structures typical of the giusto-syllabic, and largely 
of the parlando-rubato of the long song. The sonic architectures in the movements 
containing solo and choral vocal passages are attuned to the structure of the poetic 
lyrics. In the purely instrumental movements, we find the sonata form that places us 
in the specific symphonic style and the chain form in the first movement. 

Composer Vasile Herman's last symphony represents a huge synthesis of 
expressive means and compositional techniques, placed in a wide-ranging 
symphonic timbral universe and impregnated with the originality of the author's 
creative personality. 


4. Conclusions 

In terms of macro form, the symphonies of the eighth decade, which marked 
the end of composer Vasile Herman's symphonic output, reflect a unitary 
conception based on an overall five-movement architecture marked by cyclical 
returns of the thematic material that brings together intonational essences taken 
from the folk song and arranged according to the serial technique. The overall 
architectural framework includes forms belonging to the Baroque-Classical- 
Romantic tradition. Except for the first movement, which contains the entire 
thematic information of the symphony, and which generally has a free, introductory, 
prelude-type form, all the other symphonic scenarios involve the existence of the 
sonata, rondo, variations and even passacaglia (in Symphony No. 4) with 
interpenetrations of the form principles. The involvement of vocality and folk lyrics 
in the last Symphony completes the picture of the free, mosaic forms in which the 
poetic text orders the form. 

The expressive world of composer Vasile Herman's symphonies overflows 
with fantasy and semantic subtleties that propagate from the deep layers and levels 
of the musical object to those that constitute the framework of manifestation, the 
form, exposing a diverging panoply of ideas, moods, feelings, representations of 
some generalized models of thinking through the art of sounds, which together 
allow the researcher to experience the unique pleasure of their discovery and 
interpretation. 
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